





















































































































































































































































































meet,	as	an eccentric,	but	primary authority	on	Roman architecture	and	its	antiquities.
→
45
Soane’s	owned a	copy	of	Antichita	Romane,	seen	here	with	Tav.XLI	(Pate.41)	under	a	magnified.
Soane’s	edition	was	from	1776,	titled	as	‘Opera de	Piranesi’.	The	book	and	plates	are	confirmed	as	being	the	‘first	
printing’	of	1776	as	later	runs	included	Tom.I.	(Volume	1)	at	the	top	left	on	each	plate	from	1778-9	onwards.
→
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But	something	strikes	you	immediately…	the	ONIONIANA	page	is	worn-thin, stained	and	curved	at	the	margin
where	you	naturally	hold	the	book	to	view	Ninfeo	di	Nerone.
This	is	by	far	the	most	patinated and	extensively	handled	engraving	in	the	whole	of	Soane’s	copy	of	Le	Antichita	
Romane.
The	second	most	worn	is	another	plan	of	Roman	Baths,	but	this	page	doesn't	show	nearly	as	much	patination.	The	
rest	of	the	book	pages	show	consistently	lighter	wear	and	handling.
→
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The	edges	are	severely	stained	where	one	holds	the	page	of	Tav.XLI	(Plate.41),	reflecting countless	engaged	
forefingers	and	thumbs	of	readers.
Indeed,George	Bailey,	Soane’s	pupil	and	the	first	Soane	Museum	curator	from	1837,	commented	at	the	front	of	
the	book	about	its	heavily	foxed	condition.
We	don’t	know	when	Soane	aquired	his	copy	of	Antichita	Romane	but	the	plan	of	the	Ninphaeum	of	Nero	was	by	
far	the	most	studied.
Studied	by	countless	improvers,	apprentices	and	assistent	architects	to	Soane	before	his	death	in	1837.
This	was	a	MOST	important	engraving?	And	the	significant	difference	it	possesses	is	the	Serif-less	Letterforms!
→
48
→49
We	may	never	know	if	the	Inscription	ever	existed	in	the	form	Piranesi	drew	it.	But	it	was	obviously	there	at	some	
point	in	history	as	recorded	by	Alo	Giovannoli.	
Piranesi	may	have	been	referencing	Giovannoli’s	engraving	– and	it	seems	that	it	was	republished in	the	middle	of	
the	18th Century	while	Piranesi	was	generating	engravings	for	Le	Antichita	Romane.
Or	perhaps	fragments	were	retained	by	the	Order	of	the	Trinitarian	Monks,	or	were	being	utilised	as	salvaged	
rebuilding	materials	for	reservations	to	the	Pilgrims	Hospice	known	as	S	Tommaso	in	Fornis?
→
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The	annotated	number	10.	at	‘the	site	of	the	Sans’	inscription	is	adjacent	to	the	THIRD	aqueduct	archivolt	down	
from	the	Arco	di	Dolabella.	Which	seems	strange	as	it	is	rendered	in	Piranesi’s	Perspective: Tav	XXV	Fig.I.	
(Plate.45) as	being	in	situ	on	the	brickwork	beneathe	the	sercond	arch	span?
An	error?	Piranesi attention	to	detail,	is	legondery.	He	doesn’t	make	simple	mistakes.	Does	this	mean	remnants	of	
the	inscription	 were	found	or	unearthed	beside	the	third	archicvolt?	Do	the	Trinitarian	monks	of	San	Tomasso	
have	the	ONIONIANA	inscription	as	fragments...
→
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Perhaps	the	fragments	are	still	there?
→
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THE	EVIDENCE	is	mounting	up.
Piranesi	certainly	proposed	a	radical	Letterform	in	an	inscription	that	represented	the	authority	of	Roman	
Architecture	through	their	achievements	as	aqueduct	engineers	supplying	the	life	force	of	water	to	their	capital.
This	classically	referenced	serif-less	titling	on	Plate	41	is	certainly	amongst	the	first	if	not	the	first	deliberate	sans	
serif…
…that	leads	the	way	forwards	to	the	first	sans	metal	types	of	the	19th Century,	and	ultimately	the	dominance	of	
commercial	sans	throughout	the	20th.
BUT	WHO	was	the	Italian		draftsman	that	drew	Soane’s	title	blocks?
WELL	THAT’s	PART	TWO	of	this	presentation	– which	we	don’t	have	ANY	time	for	today!
But	I’d	like	to	show	how	this	research	is	informing	my	type	design.
→
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Fount	Sans1756	(-only	a	working	title)	and	very	much	still	in	development.
But	I	noticed	the	deliberately	serifed	‘E’.	On	Piranesi’s	engraving,	Why?	Piranesi	was	more	than	adept	at	
rendering	this	character	to	stand	out,	without	needing	the	serifs	whilst	maintaing	the	horizontal	lines	of	tonal	
shading.
No	thisI	letter	is	referencing	the	greco-roman	Architectural	debate	of	the	time.	The	authority	of	Roman	
Architecture	was	being	challenged	as	taking	all	it	knew	from	Greeks.		And	this	didn’t	sit	confortably	with	Piranesi.
→
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But	it	does	provides	opportunities	 for	some	extensive	sets	of	Tablet	Initials.	With	and	without	component	serifs...
→
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Piranesi’s	Etruscan	fragment	plates	shown	in	his	publication	titled	‘Observations’*	of	1765	⏤ Piranesi’s	forceful	
argument	FOR	the	superiority	of	the	Roman	and	therefore	his	own	architecture.
He	directs	our	attention	to	the	ornament	and	serif-less	letters	of	Etruscan	inscription	as	the	precursor	to	that	of	
Rome…
Piranesi	recognises	a	natural	progression	from	the	early	Roman	lineal	inscriptional	 forms	towards	the	
refinement	of	serifs.		Notice	the	carefully	engraved	outline	‘A’	by	Francesco	Piranesi?
→
*(Osservazioni	Di	Gio.	Battista	Piranesi	sopra	la	Lettre	de	M.	Mariette	aux	auteurs	de	la	Gazette	Littéraire	de	
l'Europe)
56
By	highlighting	the	‘E’	is	Piranesi	suggesting	that	the	Romans	added	serifs	to	the	lineal	Etrurian	characters?	THUS	
dispensing	the	argument	for	the	direct	influence	of	the	Greeks	and	their alphabet?
When	you	are	reviving	type	you	are	struck	by	such	idiosyncratic	features.	Notice	also,	the	wider	stroke	crossbars	
of	the	two	‘A’s.	Most	deliberate	and	prominent.?
→
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These	‘A’s	are	reminiscent	of	the	Masons	Plumb	Square… which	Piranesi	includes	on	his	title	page	of	
‘Observations’	of	1765.
Piranesi	places	it	second	in	the	hierarchy	of	the	important	professions	with	it	representing	ENGINEERING.	The	
masons	square	shows	us	when	a	structure	is	‘TRUE’	(perfectly	vertical)
and	here	with	an	enhanced	vertical	line		⏤ likely	acts	as	a	metaphor	for	Piranesi’	and	the	truth	of	his	Ideology.
→
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According	to	Piranesi:	ONIONIANA	is	therefor	the	TRUE	form	of	letter,	evolved	from	the	Etruscan	– the	primal,	the	
PRIMATIVE	ROMAN.	
→
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The	NERONIANIANA Initials	will	allow	me	to	progress	Soane	Sans	towards	a	more	scholarly	fount	that	is	wholly	
representative	of	the	earliest		18th Century	Sans	serif	typeface.
THANK	YOU	for	LISTENING.
→
60
Cropped	Image:	©	2018	Jon	Melton,	emfoundry.com
…[pause,	and	leave	up]
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